Abstract
Introduction
The rise of mixed-genre documentaries has led to the claim that television has become increasingly 'dumbed-down', particular in the provision of informational or educational content (Meyer, 1997) . This article aims to challenge this notion by highlighting how the use of different genres, in particular those of light entertainment and reality television, allows for a revaluation of what educational content might be and how it is conveyed. I will focus my analysis on a series of popular BBC programmes that reinvigorated interest in historical documentary and religious documentary respectively, namely Who Do You Think You Are? (BBC One, 2004-present) , The Monastery (BBC Two, 2005) and its spin-off, The Convent (BBC Two, 2006) .
Central to this discussion is a focus on static images, which all programmes use to particular effect. These images resemble closely those of photography, which can be found in populist anthologies of poetry or meditation books (Föllmi and Föllmi, 2003; Lowenstein, 2007) . Their value is, I will argue, primarily of aesthetic nature: that is, their function is less to convey the meaning of space, time and narrative than to look in a particular way. Thus, like poetry, as described by Roman Jakobson (Jakobson and Halle, 2002) , these images 'foreground' their aesthetical function. Jakobson (1990) argues that the aesthetical or poetic function of language is usually connected to others, which include conative and referential ones, and that it can only gain dominance in a hierarchy of linguistic functions (Waugh, 1980) . Thus, style can become more important than meaning in some cases. Similarly, the images discussed here seem to give dominance to their poetic function and thereby reduce the importance of their referential function. Thus they create a space to reflect on the knowledge gained so far, and allow a moment of contemplation in which parallels between the story told and those of other people can be drawn, enabling a transcending of the boundaries between the private and the public. I will argue that it is exactly their function as primarily aesthetic entities in which communicative functions are less important, as Tony Bennett (1979) describes poetic language, that allows them to open up the documentary format, so that the direct address of a lecture can be replaced with a more introspective and intrinsic experience of learning.
The programmes under discussion all follow a format of personal investigation of larger issues: in Who Do You Think You Are?, they revolve around aspects of social history; in The Monastery and The Convent, they are spiritual in nature. Both programmes seem largely to continue in the line of the BBC's flagship programme series Video Nation (in different formats, 1993-present) . As Jon Dovey argues: [D] erived from the documentary film and TV tradition … Video Nation has become the television experiment that offers a 'working model' of both fragmentation and belonging in contemporary culture. The title of the project does… say it all -if we take 'video' as a term with the kinds of associative cluster of meanings … intimate, authentic, fluid, particular, but crucially deployed here in the framework of 'nation' a collective identity. Video Nation is one of the very few contemporary documentary initiatives that tries to update the Griersonian public service mission of documentary, consciously working with the notion that moving image media should be a force for unification around mutual understanding. Here however the project is founded on confessional speaking and identity portraits contextualized by the idea of nation within the public address of broadcast. (2000: 121-122) In other words, Video Nation is here perceived to update the public service remit of the BBC precisely because it investigates specific public issues through the prism of the individual. Through the process of empathetic sharing of experiences, these individual reports can unite the nation as one public. As a consequence, the films produced for Video Nation all exist in a tension between personal confession and public address, and therefore also personal problem and public issue. As Dovey (2000) highlights, it is exactly in the personal that modern society understands authenticity to reside -and with it, truth and authority. Similarly, Who Do You Think You Are?, The Monastery and The Convent situate their truth in this tension.
However, there exists an important difference to Video Nation: while the latter understands the public democratically as a space over which amateurs have full control (they are in control of both their actions and words, and the form of mediation), Who Do You Think You Are?, The Monastery and The Convent are produced by professionals. It is this professionalism that makes possible, and at the same time necessitates, what I will call contemplative images. These images allow space for the viewer to experience the moment in the programme as both personal and public by pulling deliberately away from the drama of the human face 1 in favour of long shots and cutaways. The cutaways are not necessarily used to facilitate a movement to a different place or mood; rather, they are often visual background -something drawing attention to its own visuality -for a primarily voice-focused scene.
This article will examine these shots and their function of enabling public address in the personal narratives of the three BBC programmes mentioned above. Importantly, this necessitates a recognition of the complex functions of television images. As I will argue, much scholarship has assumed a dominance of the referential function of visual language: that often, images are there primarily to communicate meaning. In contrast, this article imagines a dominance of the poetic function in some images. As a consequence, first I will reflect on the function of different audiovisual aesthetics before turning to a detailed analysis of the relevant images.
Contemplative images
In Interpreting Television (2005), Karen Lury proposes two central functions of television images: those that dramatize and those that demonstrate. While images that dramatize are marked by their artificiality and construction, which are used to create particular effects, images that demonstrate 'are used as evidence, as demonstration ' (2005: 18) . However, in both cases images are understood as illustration: their function to dramatize or demonstrate is connected to an overarching concept or theme to which they are subordinated. Their relation to this concept or theme is that of reference: they are used as central signifiers that communicate meaning, and therefore their place in the narrative flow is one of continuation, of moving the narrative onwards.
Most writing about film and television aesthetics assumes that images communicate meaning in relation to narrative or wider issues. This is perhaps most marked in writing about mise-en-scène, where the mise-en-scène is understood to be the place for expression of a unified auteur (Gibbs, 2001 ). Here, the compositional structure of the image is understood as the central space in which meaning can be created by the director. This suggests that much writing in film and television is focused on the referential function of film language. Thus, it stresses the images' ability to communicate meaning, even if the images draw attention to themselves as visual spectacle. Tom Brown, for example, describes the visual spectacle offered by Gone With The Wind (dir. Victor Fleming, 1939) in relation to its relevance to signify historical detail, transcendence and character emotion:
It is first vital that one understand the role of spectacle in a particular film's meaning making and understand its impact in conveying characters' emotions and their relationship to the world around them. (2008: 162) This means that visual spectacle is interpreted here in relation to the communication of larger overarching themes, rather than as a pleasure centred on the aesthetic form of the image.
John Corner offers a discussion that perhaps values the poetic function of film for itself more strongly than the examples discussed above. In his description of Wisconsin Death Trip (dir. James Marsh, 1999) he discusses the relevance of particular images to the larger historical project. The following description suggests that the images are used to create time for the viewers to think through the larger narrative, while also conveying particular things:
We see the rivers, trees, fields and farms as well as the streets and houses of a rural community under the changing conditions of sunlight, shadow, night, snow, rain, mud and surrounding seasonal shifts in the landscape. These changes cue broad shifts of mood, particularly in conjunction with a musical score that is given a strong role in the whole communicative organization. This organization produces the relaxed, expansive movement of the film, giving the viewer ample time to look at the images and engage fully with the terms of the verbal account. Such a movement is part of the film's economy of information, but it is also very much part of its aesthetic economy. The approach has the confidence of 'Art' discourse in the extent to which it offers many of its images as ones to be looked at as well as through, an invitation which, again, pulls them further away from their socio-historical contingency at the same time as it helps deepen their impact. (2006: 293) Corner later stresses their function in relation to both the referential and poetic function of audiovisual language: [Wisconsin Death Trip] combines some of the elements of the historical documentary with some of the attractions of a journey primarily for pleasure and for the fascination of portrayal itself. In the mode of viewing appropriate to the first of these, the engagement is closely referential, the images are read for what they tell us about the past through an interpretative process that works by cumulative inference in the absence of any explicit historiographic argument. (2006: 305) Thus, the images not only give viewers time to contemplate the narration in voiceover, but also convey meaning themselves. Nevertheless, Corner is instructive in that he highlights that there are other functions of audiovisual language which connect to aesthetic experiences, such as the 'relaxed, expansive movement of the film'. Moreover, as he stresses, the approach of the film closely resembles 'Art' discourse, in which images are there to be 'looked at' (for their poetic function) as well as 'looked through' (for their referential value).
Yuriko Furuhata refers to the mix of poetic and referential function of visual language in the fûkeiron, when he points to the disjunction between overall narrative and particular images. He describes images of the Japanese landscape in film as follows: 'the first thing one notices is the discontinuous shot transitions. Moreover shots appear self-contained and static, like meticulously framed postcard photographs ' (2007: 356) . Further, images from specific films 'present no narrative logic to explain their successive placement ' (2007: 357) . Despite the description of these images as breaking (out) of the narrative logic of the film, Furuhata indicates that they have an important referential function of presenting a world structured by power relations, and are used as a means to analyse 'the relationship between cinematic visuality and historically specific diagrams of power ' (2007: 362) . In other words, although these images do not fully fit with the logic of the film, they still have important communicative value for a larger concern of fûkeiron.
In many ways, this discourse which understands images in relation to their referential function is also prevalent in the discussion of television texts. For example, John T. Caldwell's (1995) analysis of the broadcast clips of the Rodney King beatings in Los Angeles, highlights how the use of particular aesthetics imbued images with specific meanings. However, there is more space to consider television aesthetics in relation to other aspects, for example their connection to popular culture (Dyer 1973 (Dyer , 1992 Hills, 2005) , their relation to older aesthetics forms (Caldwell, 1995; Geraghty, 2006) , and the function of television aesthetics to the entertainment and educational role of television (Lealand, 2007; McCabe, 2005; Nelson, 2007) . Although in most of these accounts, the referential function remains central -thus, Richard Dyer (1973) highlights that the use of vibrant colours and sparkling sets signify excess and luxury in comparison to the destitute existence of light entertainment's largest audience group -discussion of the functionality of television aesthetics opens up space to move beyond the constraints of the single television text to television's function as cultural mediator. In other words, these debates allow for an understanding of televisual aesthetics' wider cultural connections, which means that aesthetics and style can be appreciated in their own right. This in turn allows for recognition of the (occasional) dominance of the poetic function in film and television.
It is within this tradition that this article investigates contemplative images in factual television. Rather than analysing what these images mean in relation to the wider narrative offered in these programmes, I attempt to unravel how these images create the time and space for audiences to contemplate what they have seen and heard because they demand an engagement with their visual aesthetics. First, the project of this article is to examine the mechanics of these images, and then to consider how they relate to particular functions that relate to the individual episodes on the one hand, but also to larger cultural concerns, such as those of public service and discourses of quality in television, on the other.
The mechanics of contemplative images
The programmes analysed here all share an emphasis on personal narratives that engage with wider issues. This is facilitated by a combination across genre lines, as so often in television (Feuer, 1992) : here, of historical or religious documentary, reality television and light entertainment. Importantly, this hybridization happens primarily on the level of form. Although dealing largely with documentary issues, the form of Who Do You Think You Are?, The Monastery and The Convent is influenced by the structures of entertainment. This structural influence also can be found in educational television, as Kevin Donelly highlights: [P] rogrammes are made as engaging as possible, and in an audiovisual language that spectacularizes what a few years earlier might have been fairly dry discourses of information. The final product is educational television that uses an audiovisual language originally associated with mainstream entertainment. (2001: 139) Thus, although the content of these programmes still designates them to be factual or educational television, the form in which this content is conveyed has changed to include a more hybrid style. As Corner (1999) points out, this hybridization now generally affects documentaries, and he highlights that it impacts on the construction of the image:
[T]he influences continue to work their way into the production of the documentary image in a number of different ways, as part of a more general process of inter-generic blurrings, borrowings and adaptations within television. (Corner, 1995: 95) This structural hybridity needs to be unravelled in order to clarify fully its impact.
In Who Do You Think You Are?, The Monastery and The Convent, as in light entertainment, the pivotal moment is reached in a moment of cathartic emotionality which highlights the personal transformation of the speaking subject. Who Do You Think You Are? follows one celebrity in each episode on a genealogical quest which not only reveals family, but also sociocultural history as well as personal story. Interestingly, all the celebrities seem to experience the discovery of family history as a discovery of genetic makeup, and therefore as a revelation about their 'true' self. In a reciprocal movement, their experience of emotional discovery grounds them as individuals and real people for the viewer. In The Monastery and The Convent, the story of discovery is of a spiritual nature. Here, rather than one subject per episode, we encounter several subjects who find in the silence of the monastery and convent, and in the community imposed on them by the shared experience, elements of their 'true' self which were apparently silenced by the noise of contemporary lifestyle. Thus, in both programmes there is a binary set-up which, as Richard Dyer (1973) highlights, is central for most light entertainment, between fake and true experience. In The Monastery and The Convent, this is complemented by an emphasis on the silence and slowness of religious life versus the noise and hectic pace of contemporary, middle-class life. This binary is reflected in the experience of its audience which here, perhaps unusually for light entertainment, is defined in parallel to its documentary subjects as middle-class. 2 As David Lusted (1998) highlights, television makes use of the emotional impact of personal stories for the larger sociopolitical project of creating alliance between members of specific classes. However, Minna Aslama and Mervi Pantti point out that this emphasis on emotionality is a more general trend in early 21st-century culture. Following Foucault (1978) , Furedi (2004) and a range of scholarship on talk shows (Livingstone and Lunt, 1994; Shattuc, 1997; White, 1992) , they argue that interest in the emotions of other people seems to be very much a part of contemporary culture, as is a pressure to reveal emotions and talk about them in both private and public forums … We are supposedly living in a 'confessional'… or 'therapeutic' culture … that celebrates individual feelings, intimate revelations and languages of therapy. The role of the media and particularly television as a central public site for confessing one's innermost feelings has been rightly stressed. (2006: 167) Aslama and Pantti locate one central space for this confessional mode in reality television, arguing that 'the confessional monologue is one of the genre's main features ' (2006: 168) , and it is the emphasis on similar monologues that is particularly marked in the programmes discussed in this article, aligning them structurally to this genre. In Who Do You Think You Are?, The Monastery and The Convent, the subjects confess in moments of reflection to how their experiences feel, how they affect them emotionally and how this impacts on their personality. Most reality television and light entertainment captures the emotionality of their subjects in close-ups, often seeking out the physical proof that tears provide. In contrast, and perhaps in order to remain within the discourses of factual television, in Who Do You Think You Are?, The Monastery and The Convent, the camera often moves away from the speaking subject. While the person's emotionality is noticeable in the tone, slight breaking of voice and the occasional sniff, the camera does not seek the extra proof of embodied emotionality: it does not, or at least not always, show us the glistening of tears in the subject's eyes or the quick movement of the hand to wipe them away. Instead, the camera moves into long shot or occasionally even cuts away to show us unrelated and static images.
The long shots and cutaways are particularly frequent in moments of confession towards the end of programmes. As such, they frame the narrative climax -the confession of emotional affect -with particular images. Importantly, however, although particularly frequent around the narrative climax, they can be found throughout the programmes. This is especially marked in The Convent and the 2008 series of Who Do You Think You Are?, which both utilize cutaways during scenes of confession in order to slow down the pace of the programme. In The Convent the whole programme is shot in aesthetically appealing images which have been carefully framed in order to highlight symmetrical compositions in architecture and nature. Moreover, the camera frequently captures the warm colours of sunsets, sunrises and candlelight as well as the nuns' brown habit. The warm colours are exaggerated by the use of a brown filter, rendering the edges of images of the blue winter sky slightly brown. Importantly, all the programmes avoid camera movement, practically excluding any abrupt movement, and instead frame most of the shots in often static, long takes. Thus, the pace of these programmes is, in general, relatively slow. What is of particular interest here is less the overall design of the programmes than the completely static images that look as if they were picture postcards, and these are used primarily in moments of reflection. a slow rhythm to the voiceover reflection before a last shot sums up the encounter in concluding moments of monologue or dialogue, which ends in a long shot. In The Monastery, for example, a meeting between one of the men taking part in the experiment and his mentor ends with a long shot of the two sitting on the same bench that we have seen them occupying for the last few minutes. Their conversation here seems to pause to allow them to reflect on what they have just found out about each other. Although framing the speaking subjects in a symmetrical composition suggests harmony with the environment, what is more important is that this shot creates a temporal moment of silence, where what is conveyed through the image appears less important than the quietness achieved through the long take of a static image.
These images tend to exclude any movement within their frames, with the exception of gentle swaying of grass or leaves in the wind. While most of them tend to be of nature -landscapes, plants, the human body or objects such as a statue framed within the context of a landscape -some images can be of architecture, and there is the occasional exception of a close-up of a human face. In The Monastery, for example, at several points the camera cuts to a long shot to emphasize the regular symmetry of the modernist church in which a large part of the events take place. At other points in the same programme, the camera cuts to a close-up of one of the subjects, Tony, who sits with his eyes closed and whose regular, chiselled features resemble those of Thai Buddha statues. The staticness of these images, as well as their emphasis on composition, bring them into the realm of the traditional aesthetics of art photography -in particular, photography that is used primarily for its aesthetic values. This form of photography is especially prevalent in postcard photography, but can be found in other media such as poetry and meditation books.
It is their connection to the poetry and meditation books that needs further unpacking. So far, little attention has been paid to this kind of photography which, due to its context of popular culture, does not share the high cultural standing of other kinds. Instead, the academic literature tends to focus on portraits and journalistic photography (especially prevalent in Barthes, 2000; Sontag, 1977) . Nevertheless, this kind of photography shares key characteristics with other types, to which we should briefly point. One of these characteristics is that of beautification. As Sontag argues, 'so successful has been the camera's role in beautifying the world that photographs, rather than the world, have become the standard of beautiful ' (1977: 85) . She highlights that although photography was understood originally as a 'copying machine ' (1977: 87) , it was soon appreciated for its ability to convey individualized perceptions of the world, and with that an appreciation of the created beauty of the image. As Sontag puts it:
[P]hotographic seeing meant an aptitude for discovering beauty in what everybody sees but neglects as too ordinary. Photographers were supposed to do more than just see the world as it is, including its already acclaimed marvels; they were to create interest, by new visual decisions. (1977: 89) This suggests that photography was understood also in relation to its aesthetic value: images should not just document the world, but make it look visually appealing. This would create a sense of interest which, in turn, would demand a form of engagement with the image that Roland Barthes (2000) has described as 'studium'. As Barthes explains, studium 'doesn't mean, at least not immediately, "study," but application to a thing, taste for someone, a kind of general, enthusiastic commitment, of course, but without special acuity ' (2000: 26) . Thus, studium is not necessarily about trying to understand, but rather paying attention to, being drawn to something or someone. In relation to photography it is looking for looking's sake, not immediately for understanding's sake. This, in my eyes, is central to an understanding of the poetic function of the contemplative images in the three television programmes under discussion in this article: the images invite looking, but not necessarily a form of understanding that decodes, and this is because they look so much like photos in popular poetry books.
As with photography in poetry and meditation books, though the images are taken at a place where the action is set, they are only marginally related to the subject of the narrative. In poetry books they often tend to be of nature -a poem that features a chrysanthemum might be accompanied by an image of that flower, or a poem about winter might be accompanied by a snow-covered landscape. However, the theme of the poem does not always match the theme of the photograph: for example, in a collection of meditation verses (Föllmi and Föllmi, 2003) , the images are well-framed, artistic photographs of a diverse range of motifs found in Tibet. Importantly, although the poem might feature elements of nature, the image tends to be unrelated to the overall signifying world of the poem, although it might draw on a detail. Similarly, the images in the programmes under discussion here have little relevance in relation to the narrative, and therefore appear to offer relatively little in terms of referential function. For example, in the Jodie Kidd episode of Who Do You Think You Are? (first broadcast on 24 September 2008), after a reflective moment, the camera cuts to a close-up of a slightly run-down wooden house, then to traffic lights swaying a little in the wind, and then to the sky above the small American town from which the previous images were taken. Although these images indicate the location as America, this has been extensively established already by Kidd's travels through different American villages and towns on her search for her ancestors. Thus, their referential function to signify 'America' is actually obsolete. Similarly, in relation to the reflective moment, these images have no connection: there is nothing in Jodie Kidd's confessional reflection that connects to the house, traffic lights or panoramic view of the sky above the town. Thus, the images apparently have little referential value that connects them to the message of the overall narrative at this point. Rather, like the images in a poetry or meditation book, they allow viewers to rest their eyes, to enjoy looking at something that is aesthetically pleasing, but which does not have to be decoded for its additional meaning. Instead, viewers can focus their cerebral engagement on the reflective moment presented a moment earlier. Importantly, this is facilitated only due to the images' connection to established aesthetic modes: as these images are framed with an emphasis on compositional lines, matching colour palettes and recognizable subjects (such as Tony's Buddhaesque features), because they look like picture postcards and/or images from a poetry or mediation book, they can be understood to function predominantly on a poetic rather than a referential level. In these moments, then, the poetic function of images takes precedence over other functions of visual language.
Photographs in popular poetry anthologies seem to stand in an ekphrastic relationship to the poems, which often were written long before the advent of photography itself. Their role might be understood to translate the content of the poem into a visual signification. While this has been discussed in numerous essays in relation to poetry written to photography (see for example, Döring, 2008; Harsthotte and Pedri, 2008; Louvel, 2008; Rindge and Leahy, 2006) , little attention has been paid to photography that accompanies pre-existing poetry. Some of the functions of traditional ekphrasisthe verbal adaptation of a non-verbal piece of art (Cunningham, 2007) -remain the same in 'reverse ekphrasis' (Watson, 2009: 526) : in particular, 'stopping that action, the narrative flow of a longer work, to direct his [sic] gaze, his characters' gaze, our gaze, for a while, at such a thing or things' (Cunningham, 2007: 57) . However, other aspects -in particular, the layering of meaning, the fixing of experience in language (Strand, 2000) , the drawing on a real artefact in order to highlight the reality of the fictitious world -are more problematic. The (photographic) image, as Cunningham (2007) points out, is and remains silent, even if we can create narratives, poems and songs from it. Images that address us primarily with their poetic function -that beautify and look aesthetically pleasing but do not seem to add to the narrative -might invite us to see them as silent. As mentioned previously, their referential function seems relatively irrelevant, so we can remain in an engagement of studium in which we look but do not necessarily attempt to understand. Thus the images allow us to look, but without having to decode their context or referent. Instead, they allow us to think about what has been conveyed before.
It is because these images are used regularly in the context of reflective moments in these programmes, but also because they allow viewers to contemplate what they have heard, that I have decided to call them 'contemplative images'. Again, as argued previously, they allow viewers to think about what they have heard in a spoken narration; these images are closely related to those that Corner (2006) 
describes in Wisconsin Death
Wish. However, more so than the images in this film, the images in Who Do You Think You Are?, The Monastery and The Convent invite an engagement of 'looking at' rather than 'looking through'. Thus, they significantly add to the aesthetic experience of the programmes, and therefore to how they might be evaluated.
The function of contemplative images
Particularly in the early series of Who Do You Think You Are? and The Monastery, contemplative images punctuate the episodes. Rather than being fully embedded in the aesthetic economy of the text, their aesthetic difference stands out as more carefully constructed. In the first season of Who Do You Think You Are? the number of contemplative images is relatively low and, where they are used, appear as aesthetic highlights in a text in which visibility is given preference over stylistic construction. Similarly, in The Monastery, the camera in general aims to capture whatever is happening at any time, and particularly in the first episode follows the action at all costs. Usually, faces are placed centrally in different shot frames, giving greater emphasis to the drama of the human face than in later series of Who Do You Think You Are or The Convent. The latter often shows complete disregard for the visibility of the face in order to facilitate a greater emphasis on composition. In The Convent, contemplative images are central to the overall aesthetic design of the programme, which in total is carefully framed and edited to suggest a strongly aesthetic sensitivity. Similarly, in the 2008 series of Who Do You Think You Are?, contemplative images fit much better with the overall aesthetic choices made for the programme, which also impacts on the increased frequency of their use.
While it is difficult to reconstruct whether the use of contemplative images in The Monastery and early series of Who Do You Think You Are? directly impacted on an increased aestheticization of later programmes, nevertheless it is important to stress that such a development took place and that contemplative images are an integral part of this. This might suggest a stronger move towards the entertainment elements of the series, away from the documentary elements. However, an increased spectacularization of the documentary image is also noticeable in other documentary formats, including nature programmes such as the Planet Earth series (BBC One, 2006-7) . Thus, the overall look of these programmes becomes increasingly defined by foregrounding the poetic function of their visual language, which also means that their feel changes increasingly to that of a carefully constructed and crafted programme. This feel is probably misguided: both the emphasis on visibility and foregrounding of the poetic function of images -the making visible of their stylization -are deliberate aesthetic choices that go along with a similar level of effort on the filmmaker's part. However, the emphasis on their poetic function, particularly in relation to composition, plays to a middle-class aesthetic sensibility derived from an appreciation of high art and culture, which is often marked by an increased importance of the poetic in comparison to other functions of their specific language. Thus, poetry is appreciated not just because of what it is about, but how this is expressed. Similarly, a painting by Picasso is admired not just for what it represents but for how it is represented. In a cultural context in which middle-class tastes significantly determine evaluations of quality on television (Brunsdon, 1990) , inevitably the changed look will affect how these programmes are evaluated. 4 Significantly, these programmes have not entered either the public or academic debate in relation to 'quality television' (both debates have focused on drama, on the one hand, and light entertainment or reality television on the other, giving little consideration to the rest of television programming). Part of the reason for this may lie in the fact that many contemplative images are used sometimes as cutaways, which suggests their marginal status within the signifying world of the programme. Their role appears transitional, fleeting, even ephemeral in comparison to the images used in order to convey meaning or track emotions in fully-fledged scenes. When they are used as cutaways, they indicate the transition to a different mood, as Corner (2006) rightly points out in relation to similar images in Wisconsin Death Wish. In the programmes under discussion here, these transitions tend to be between moments of reflection and moments when information is found and conveyed. However, unlike traditional cutaways, only rarely do the images establish a different place, or indeed give any indication of place at all. Rather, because they are largely marked by the poetic rather than referential function, they indicate a moment to be deliberately noticed in order to facilitate transition.
Because their aesthetic value is emphasized, contemplative images provide visual spectacle, but this spectacle appears obviously unrelated to the fetishized images of women in classical Hollywood cinema, as described by Laura Mulvey (1975) . Due to the fact that the images tend to be of nature rather than the human body, and that they are unrelated to the narrative drive of the programmes, these images do not present moments of sexual pleasure. Nevertheless, they do present moments of aesthetic pleasure, which goes along with a sense of scopic control facilitated by the images' overall staticness and the slow pace of editing. This deliberate pace also enables the contemplative images' distinction from the visual spectacle of other cinema: rather than presenting an exciting and visually stimulating experience, here the aesthetics are connected to a sense of slowing the action down, of pausing the moment. This is particularly noticeable in the last episode of The Monastery, when Tony meets his mentor Francis for the last time. They sit in complete silence for several minutes, and the camera captures this silence in a long take in medium shot, before it zooms in to focus again on Tony's Buddhaesque features. The zoom highlights that nothing happens: there is no outbreak of emotion, only Tony's perfectly still face, allowing for the moment to stand completely still.
The programmes under discussion, then, not only connect to debates of quality in television because of their closeness to middle-class aesthetic tastes, but also because they present slow television, which has been celebrated in particular in relation to drama. Amy Holdsworth, discussing Shooting The Past (BBC Two, 1999) , argues that:
[Stephen] Poliakoff's conception and crafting of 'slow television' … should not be seen simply as nostalgia for a time past or even a drama past but an attempt to reinvest both television imagery and storytelling with the value of experience. The value placed on slowness as part of this process allows for an appreciation of and concentration on the image and the practices of storytelling within the series, opening up an interpretive space for the viewer to inhabit. (2006: 129-130) Holdsworth goes on to explain how the ability to look at leisure allows images to gain greater significance. Again, they are understood to signify particular things, to convey meaning. While this might be an important aspect in Shooting the Past, in Who Do You Think You Are?, The Monastery and The Convent, slowing down the documentary pace facilitates not just a greater value of experience, but also a greater reflectiveness, both on the part of the documentary subject and their viewer.
Importantly, this greater reflectiveness on the part of the viewer allows for more space to identify with the subject. Contemplative images are used particularly in moments when we are invited to reflect on how the observed experience might make us feel. How would the discovery of our ancestors' social deprivation or economic superiority make us feel? How would we feel if we had a similar spiritual experience as the subjects of The Monastery and The Convent? Significantly, this is identification on the basis of similarity: our ancestors might have experienced Victorian Britain in similar ways to those of the celebrities in Who Do You Think You Are?, and our experience might be similar if we only had time to experience our spiritual side, like the subjects in The Monastery and The Convent. This is different from the experience of identification as alike: we are not encouraged to feel with the celebrity or person on a spiritual quest.
The reason why we can experience the reflective moment in parallel to, rather than with, the subject of the programmes lies in the fact that the contemplative images distance us from the action. Rather than being taken into the action with a close-up, the camera in general prefers to cut to a long shot. Thus, in the episode of Who Do You Think You Are? first broadcast on 10 September 2008, when Ainsley Harriott reflects on what it means to him to find a commemorative plaque to the slave owner who actively encouraged the systematic rape of Harriott's ancestor, rather than moving closer into his face, the camera cuts away completely to show a long shot of Harriott sitting on the steps of the church that contains the plaque, and then, framed to keep the same overall composition, to a panoramic shot of Harriott on the church steps. Similarly, in one of the emotionally most intense moments of The Convent, in Angela's last meeting with her mentor, Sister Gabriel, at several times the camera deliberately cuts to a longer shot or even away from the two women in order to distance the viewer from the emotionality of the subject.
This active distancing from the visible expression of the documentary subjects' feelings allows us to observe their emotions without being caught up in our empathy. We can observe from a distanced vantage point, which also means that we do not have to watch out for the 'bodily registering of emotions', to paraphrase Heather Nunn and Anita Biressi (2003: 197) . Nunn and Biressi use this phrase to describe the feminine reaction of empathy in Professor Sam Ryan (played by Amanda Burton) to the footage from the Holocaust in an episode of Silent Witness (BBC One, 1996-present) . Who Do You Think You Are?, The Monastery and The Convent offer a more distanced (and potentially more masculine) form of empathy. Here, empathy as parallel feeling is based on reflection -on the distanced, though perhaps not rational, thinking through of what a similar revelation might feel to us. In Silent Witness, the presented empathy is an emotional feeling with the victims, and therefore an empathy that is based on affect. 5 It is the reflective form of empathy that enables the transcendence of boundaries between the public and the private. Although based on the observation of private emotion, the knowledge and experience to be gained from the programmes is one that is wider-reaching, precisely because it is not based on emotional response. The reflective mode established by the contemplative images allows for parallels and similarities to be drawn. Moreover, the drawing of similarities and parallels is actively encouraged by the reflective mode and, in Who Do You Think You Are?, by a continuous return to a narration of general sociocultural history, conveyed by a disembodied narrator (Mark Strong) in voiceover, which allows for these activities to be moved into the foreground. Therefore, the stories of the lives of a celebrity's ancestors can be read in relation to other people's -and ultimately the nation's -ancestors. Similarly, the experience of spiritual discovery can be compared to one's own or other people's experience.
Importantly, because the reflections are based on the observation of people's emotions, as I have argued above, they gain greater authenticity and truth value. Therefore, they are able to convey important historical and spiritual truths that sit between the public and the private, and concern the nation as a whole. As a consequence, the programmes under discussion must be seen within the public service tradition of conveying education, information and entertainment. However, the form of delivery of educational content has significantly changed: Who Do You Think You Are?, The Monastery and The Convent replace didactic information about sociocultural history and spiritual discovery respectively with the lived experience of the individual subject that is observable, and theoretically can be shared. However, because our engagement with the individual's lived experience is based on reflection rather than an empathy based on affect, because the empathy is derived from thinking through what it might be like, it can transcend the boundary of the personal to gain relevance as public, shared experience.
Who Do You Think You Are?, The Monastery and The Convent significantly update the documentary format for a culture that places truth in personal experience. Precisely due to the generic mix of light entertainment, reality TV and documentary, these programmes are able to provide a new form of public service television that also brings concepts of education and information up-to-date. As educational discourses have moved away from rote learning to a greater emphasis on understanding through 'doing' (see, for example Fry et al., 2003) , the programmes discussed here allow a form of 'doing', of thinking through a parallel experience, by creating a space for reflective empathy facilitated by contemplative images.
Conclusion
This article set out to investigate how Who Do You Think You Are?, The Monastery and The Convent update the documentary form to enable a new form of learning. I have argued that contemplative images are central to this updating. They follow the aesthetic mode of photography as used, for example, in picture postcards, meditation and poetry books in which the poetic function of visual language is foregrounded. I have highlighted how in particular the closeness of contemplative images to photographs in poetry books allows them to be read in relation to their aesthetic value, rather than in relation to what they might refer to, creating a space for the viewer to contemplate what they have heard in previous scenes.
The encouragement of contemplation allows the programmes under discussion to create a link between personal story and public debate. As the images distance us from the emotions of the speaking subject, the viewers are able to think through what these revelations about the sociocultural history or spiritual journey might mean for themselves. I have argued that this enables a reflective rather than an affective empathy, which allows for an experience of 'doing', of experiencing with the speaking subject, and therefore a learning experience that is based on personal investment rather than rote learning. As a consequence, Who Do You Think You Are?, The Monastery and The Convent are able to update public service commitments to educational and entertaining television in ways that indicate that there is more at stake than the hybridization of educational and factual programme formats. Factual television here also appears entertaining because the programmes bridge the divide between the private and the public, with their emphasis on private emotion observed from a distance, but also because this bridging is facilitated by images that are composed to reflect other aesthetic forms, and in particular poetry book photography. The connections to these aesthetic forms allow for the foregrounding of the poetic function of contemplative images, which imbues them with aspects of visual spectacle that provide aesthetic pleasures. However, it is exactly the visual spectacle of still photography that brings them into the realm of 'quality television' -that is, if quality, as Charlotte Brunsdon (1990) has argued, is defined by middle-class tastes.
It is the complexity of these conventionally 'beautiful' images in relation to their function within the individual texts, but also in relation to their function with regards to the role of television as cultural mediator, that highlights the need for a more thorough analysis of these documentary/light entertainment/reality TV hybrids. The discussion here indicates the many levels that need to be examined if we want to do full justice to them. Moreover, the analysis seems to suggest that, perhaps unlike film, there seems to be more at stake than the style and meaning of an individual text.
